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lays

on her varied and

scale

vivid

marks obsessively. The
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describes a particular variety of seaweed

title

common
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supplied by the sheer size of the work, an appar-

ently overhead point of view, and a disorienting

absence of balance. Despite an

random chaos, slow and

initial

impression of

careful looking provides a

mracK 1999 photo Luc Demers

way

ancient document,
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starts to read
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p.
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faces nonetheless suggest an impossibly fragile.
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